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STATEMENTOF PURPOSE
Coming from the Zulu culture in South Africa, I have a strong belief
that much essential experience of life is not always logical, but more
mysterious and contradictory. In my work I hope to embody some of my
Zulu predispositions. I would like to reinterpret the real world into the form
of a dream. The dream, to my way of thinking, might be more
"real"
than "objective realilty." I would like to invite others to consider the world
from this perspective.
BACKGROUND
After years of focusing on social documentation using straight black
and white photography, I decided to shift to invented imagery. I was
searching for new ways of seeing, and felt I needed a change of focus. This
began with handcoloring black and white photographs that were
compositionally more successful. Later, I also handcolored instant color
polaroids.
In leaving my own country, I became aware of the extent to which
western culture tries to make all things fit into schemes of order and logic.
Somehow this seemed incompatible with my artistic goals. When all my
ideas seemed blocked, I looked to the surrealist art of the 20th century for
ideas that related to my way of thinking. Among other things, surrealism
freed me from the obsession with logic. Instead of looking to the outside for
direction, surrealism taught me to focus inside. At this period, I
experienced another conceptual transition in my work. I moved from being a
distant observer to taking photographs that involved more of my own
personal ideas and feelings.
Handcoloring offered more control in tailoring an image to suit my
subjective approach. The application of color was very intuitive. The adding
of my own palette helped me to look within myself I was personalizing
the photographs.
I started to look to painting for color relationships. The
expressionists intrigued me the most because of their preference for using
evocative colors instead of natural colors. I found this both fascinating and
expressive. At this point I also became aware that certain picture-makers
use specific colors to project specific emotions, for example, red for
passion and love, but I have a less precise view of the relationship between
color and emotion. However, I do not dispute the fact that certain colors
can have a cultural association.
I have been strongly drawn to Arthur Tress and Betty Hahn's work.
They work in different ways, but their results amount to a complex blend
of fact and fantasy. Arthur Tress exploits photography's documentary
credibility. In Prime Cut (1 979), he cleverly stages an event. This involves
actors who play out parts. His recorded document of the event acts as a
metaphor for something outside the immediate event. In Betty Hahn's Road
and Rainbow (1971), the picture is no longer synonymous with the subject.
She manipulates the process and exercises some intellectual control over
details recorded by the camera while incorporating other ideas.
PROCEDURE
Since my research does not demand me to go to specific places, I
will take photographs wherever I find suitable subject matter. I will then
reinterpret the nature of the photographs by handcoloring them. By
obscuring some of the photographic detail with handcoloring, I will provide a
subjective interpretation of the information. In this way, I hope to give
priority to intuitive over a logical explanation of the world. I also hope to
create a certain tension and involvement in the viewer by juxtaposition of
what is real and what is unreal. I hope this juxtaposition of elements in the
picture which are unexpected will be suggestive of ideas and feelings that
are not immediately visible. I may also employ a larger scale than I have to
date, to invite the viewer to step more easily into this world that I am
creating.
8INTRODUCTION
I have always been intrigued by culture. Born and raised in South
Africa where a minority culture dominates over a majority culture has made
me wonder what criteria constitute a lesser culture. This dates back to the
era of the missionaries. When the missionaries came to South Africa, they
were under the impression that the manner in which the native was leading
his life was uncivilized and wrong. They felt that it was their duty to change
the native so that he could fit and meet the standards of the western culture.
My images are an effort to compare and contrast two cultures, the
American culture and my native African culture. The work could be seen as
highly subjective because it deals with my personal thoughts both in my
native country, South Africa, and in the foreign country, America.
I would like to clarify what aspects of a "foreign
culture"
are
interesting to me. It is the artifacts involved, the rituals, for example,
Thanksgiving parades and other practices that are foreign to my own culture.
For example, back in my native culture, hunting is not a sport but a way of
taking care of the people's hunger. Garage sales and flea-markets do not
exist. Old clothes, old furniture, and other used material things are passed
down to other relatives who are in need, and if not, to anybody in the
community who is less fortunate. My work, among other things, shows how
Americans sentimentalize and glorify objects from the past; for example,
the use of stuffed animals, the treating of
animals' heads as trophies, and
vintage cameras and posters.
One of the problems with work of a personal nature is that it is much
more difficult for others to grasp. One needs to have experienced some of
what is suggested in the images before one can have some kind of
understanding. To help overcome cultural bias, one should be prepared to
view as a child views, since when one is too used to a culture, there is a
tendency not to see the obvious. Significant things become insignificant.
This leads to becoming less sensitive to things around us. We stop
questioning things, such as why is it done one way instead of some other
way. By presenting my work in a dream format with images juxtaposed in a
non-linear way, I hope to create a structure which will bypass daily logic
and allow others to see from another cultural perspective.
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PERCEPTION AND RFSPONSF
The subject matter is disturbing and very political. Color plays a
very significant role in luring the people to spend more time with the work,
thus standing a better chance of discovering hidden messages. I used a
palette that is contradictory to the balanced color theory and this further
enhanced the bizarre look of the images. Should the palette have been
natural, maybe people would not have spent enough time looking at the work.
It is human nature to be intrigued by what is unusual. The palette owes its
brightness to some South African painters like Stanley Pinker,
Andrew Verster, Peggy Delport and Walter Battis. Some of the influences
are drawn from Paul Gauguin's paintings that were done in Tahiti.
The palette also suggests another agenda. To some people the
imbalance of colors might suggest abnormality and depression. Yes, they are
bright colors but certainly do not express gaiety. Because they are
sometimes just a little bit off, they leave one wondering what would be the
optimum balance. The objective behind my color theory is in good accord
with the imagery. A lot of questions are asked but no definite answers are
given. This is further enriched by juxtaposing images which force one to
compare and contrast what is in the art piece in a more involving manner,
for example, in visual reference number 6 (a). What is on either side of the
center figure creates a dialogue. The girls are blind, and the boys have eyes.
Does this mean that the boys have a more accurate vision than the girls?
Isn't that what the patriarchal culture tells us? Let us try to read
this work from the central figure. She is the biggest figure in the piece,
hence power. The lady at the center represents any kind of institution. This
could be a government, a school of thought, or media. Because of her power
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she controls the way we see and perceive the world around us. She is the one
who is responsible for creating values. Our thinking and judging of things
has so much to do with institutions such as the media, governments
education and so forth. Isn't it an irony that it is a female who in the
western world is in the background most of the time? Do we really need
eyes if we so willingly allow ourselves to be dictated to ? What does the
other blind girl need glasses for if she is blind? Is she trying to break away
from this influence of manipulation and dictatorship? The boys on the left
have eyes but are furious that they cannot use them as they would like to do.
Visual reference number 1(a) is a self-portrait. There are a lot of
undertones in the piece. My seating on a couch with buck heads over me is
somewhat derogatory. I am reduced to an inanimate figure. The buck heads
which are trophies, are more full of life than myself and they still have an
aura around them. I seem to be wearing a mask. Am I hiding my past? It is
human nature to hide your past if you are ashamed of it. Maybe it is the
western culture which convinced me that my past (native culture) is
inferior. The Greek statues represent an influence from a western culture.
Although the work might appear to be subjective, it is not really that
subjective. Once you can step into my shoes and start asking yourself these
kind of questions, (having a dialogue with yourself), you are likely to
understand the work from a different perspective. The key to understanding
the work is going through it by subjecting yourself to the experiences
suggested by the images. There are no fixed solutions offered here;
remember the dream format.
Overall, in the work, American culture is portrayed as trivial and the
white people are presented as buffoons. This has been done with a
12
purpose of challenging the people to confront themselves. When you show a
situation whereby African children are starving, and the white folks are
either picnicking or indulging in frivolous kitch, one is bound to consider the
more important issue .... the starving children. By juxtaposing such
diverse issues I am simply agitating people, trying to sharpen their
sensitivities so as to understand what the work is all about.
Among other issues that are dealt with in my work is Christianity.
Visual reference number 8 depicts black children moving from one culture to
the other (from right to left). Note that the scale of the children is larger on
the right than on the left. The explanation for that is this : once the
missionaries come into a foreign culture they tend to tell the people that the
culture they are leading is wrong. The people then change the way they live
and adopt Christianity with the idea that it is superior to what they were
used to. So when the people adopt Christianity they feel diminished. That is
why the figure of Mary is a miniature when you compare it with the children
on the right. But when the children enter Mary's premises, they diminish in
size.
The use of dolls and mannequins symbolizes manipulation. You can do
what ever you want to do with the dolls, and they will not talk back. We are
like dolls and mannequins. We do whatever the different institutions tell us
to do without bothering to challenge them. Why do we believe that the media
is objective, and assume whatever it tells us is right, without even
blinking an eye? I wonder.
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CONCLUSION
Although I tried to express myself in response to the two cultures,
my native culture and American culture, my cultural products (my work)
still fall short when it is translated into a language. Making art and talking
about it are two different things. It is a Herculean task to talk and see
similar things in pictures. When it comes to pictures with multiple images
it becomes even more difficult. The meaning of such a picture depends on
various elements; for example, one's sociological background, education,
creed, sex, and so forth. Semiotics tries to create a common ground where
we can all discuss visual images, but when one transcribes an emotion or an
experience into a visual reference, then into a language, a lot is lost. I
have tried to use some symbols that could be understood without much
difficulty; for example, the child with a protruding stomach indicating
poverty, and the classical Greek sculpture which refers to western culture.
The success of my work does not entirely depend on me as the image
maker, but on the viewers as well. There is a certain kind of collaboration
here. Each and every viewer would pick a particular element that triggers a
past experience. From this, a dialogue is developed whereby we share our
experiences through the images. This is not that difficult because the dream
format does not have strict boundaries. This is not the logical reality that
we are used to, but a different kind of reality. If the viewers are not willing
to involve themselves and confront the images, then the work would not be
explored to a larger degree.
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PROCEDl JRF AND TFCHNICAI NOTES
Intuition played a primary role in the creation of the images.
Intuition does not mean that one does things for no absolute reason, but
many considerations are taken care of before a decision is made.
The initial step was the taking of pictures using a 35mm camera.
The film used is Tmax 100. I chose Tmax 100 because of its fine grain
quality. I kept in mind that along with the process I would need to transform
the information from the 35mm negative onto 16" x 20" Kodak
Kodalith Ortho film. All of the negatives were processed in HC 1 1 0
developer. Most of the pictures were taken at the flea-market because it
presented me with the surreal juxtaposition that I was looking for.
My work is divided into two parts. One part is handcolored Black and
White prints, and the other part is Kwik Prints. The handcolored Black and
White prints are single prints, meaning that each one of them is from a
single 35mm negative. The 35mm negative was printed onto 20" x 24" llford
Multigrade paper. The photographic paper was then sprayed with a Lacquer
Matte spray to give it some kind of tooth. The tooth enabled the surface of
the paper to take the wax from the color pencils. With the Prismacolor
pencils, I would eradicate the elements that I did not need and enhance those
I needed to stand out. In some parts of the pictures the photographic quality
was left untouched and some areas were obscured to create a tension. I
tried to refrain from using natural colors and used evocative colors that
were more appealing in an emotional way. When the handcoloring was done
the whole print was sprayed with a Lacquer Diamond Gloss spray. The gloss
spray not only brought up the colored pencil marks, but served as a sealant.
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Kwik Print is a printing process that was used since the 70*s in the
printing industry for color proofing. Bea Nettles is one artist who has
exploited the process intensively. From 35mm negatives, 16" x 20"
continuous tone negatives were made using Kodak Kodalith Ortho film.
When working with Kwik Print you need the following: Kwik Print
Colors - light-sensitive colored inks in various colors; Kwik Print Block
and Cotton Pads - for applying the ink; Ammonia - for highlights and for
removing unwanted color; Light source - sun, sunlamp, photoflood, quartz;
contact negative or positives - they could be high contrast, continuous tone,
random or halftone dot; Support - Kwik Print papers, synthetic materials or
sized artist papers.
Kwik Print responds differently to various supports. The time
exposure will vary depending upon what type of light source you are using,
what type of negative/positive you have and what kind of support you are
using. Each color has different qualities. This means that each color will
have a slightly different time exposure. The order in which you lay your
colors should also be taken into consideration because the color that has
already been printed will affect the next color.
To minimize the variables, Kwik Print Vinyl paper ( Super P paper)
was used. The colors that were used were Black (25 seconds exposure), Blue
(60 seconds exposure), Yellow (80 seconds exposure), Magenta (60 seconds
exposure), Orange (120 seconds exposure), and Light Emerald (100 seconds).
The colors are presented in the sequence in which printing was done. The
exposure unit used was a 1000kw Ultraviolet light exposure unit.
The Super P paper has a coating on one side that makes the colors stick. The
size I used is 1 7" x 21".
16
The golden rule in Kwik printing: "work in a spotless area. "
The clean super P paperwas layed on a bigger piece of glass. The glass
provided a smooth flat surface. The four corners of the paper were taped
down to prevent it from moving. Any excess of water was dried off from the
coating area.
The first color was squeezed onto the center of the paper. The
amount of ink was just bigger than a quarter. With the cotton pads and the
print block, the color was spread evenly on the entire paper. It is necessary
to change the cotton pads every now and then to avoid streaking. Buffing the
ink dry is most important because if the ink is not evenly buffed or wiped,
an ugly uneven coat will result. The procedure used here was to first wipe
horizontally then vertically, and back to horizontal and continue to
interchange the direction until the ink is almost dry. An exposure was made.
The Kwik Print paper was taken to a sink and was gently hosed with
tap water. It takes about two minutes for the excess color to wash off. If
the color does not come off, a soft brush or a sponge can be used to gently
remove the excess color.
With a solution of water and ammonia you can entirely remove the
elements that are undesirable. Q-tips are handy in gently rubbing off the
undesirable part. After the Kwik Print paper had been developed, it was
dried by either hanging or using a hair dryer.
A second color was applied using the same procedure. Using ammonia
with Q-tips , undesirable parts were deleted. Some colors were applied two
or three times to intensify them. Working slowly , building up layers and
layers of color, the end result was a four-color image. Different pieces
were joined together to form a panorama-like image. Some pieces were left
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as single images.
After this step, the Kwik prints were sprayed with Lacquer Matte
spray and then worked over with Marshall Oil colors and Prisma color pencils.
When the hancoloring was done, the prints were sprayed with Lacquer Glossy
Spread. All of the prints were mounted on gator board using the Photo Mount
Spread.
Mixing different media presented itself with its own problems. One
of the major problems was that the photographic imagery looked
uninteresting against the fluid free floating painted imagery. The other was
mixing colored pencils with oil paint. When one is faced with technical
problems it becomes too difficult to be spontaneous. I managed to solve
texture problems by carefully blending everything together. But still I was
lacking spontaneity. My problem was that I was too conscious that I was
dealing with one of a kind pieces, and I was just too scared to ruin them.
Having invested a lot of money and time, I could not take risks because I
feared to lose it all. The biggest handicap was to hold back. After some
time, I loosened up by making sketches and toying with the same idea until it
was imbedded in my mind. I also became less inhibited about making
mistakes and starting all over again.
Sometimes I would turn back to my past and dig out old negatives
that had never been used before. I would then juxtapose these old images
with recent ones. This helped to tie together my past with my present.
Among other things, I have learned numerous strategies transcribing
an idea into a visual reference. I also began to understand myself much
better when exploring work of this nature. I see this body of work as an
essential starting point for future work. My plan is to continue
to look at different cultures and through this, to deepen my understanding of
my own place relative to these cultures.
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